This essay examines the disruption of linear time in experimental forms of "history painting" as represented by Dierk Schmidt's SIEV-X-On a Case of Intensified Refugee Politics (2001)(2002)(2003)(2004)(2005). It analyses how the aesthetics of heterochronoia-multiple temporalities-play a crucial role in the development of a new understanding of the politics of "history painting." As Schmidt's work reveals, a radical conception of history exists outside the "singular moment," and in dialogue with heterogenous visual cultures (news media, art history, advertising). In attempting to understand the import of Schmidt's work, this essay considers his methodologies for creating a heterochronous mode of history painting, particularly his anachronistic engagement with the work of Theodore Géricault and the iconic history painting, The Raft of the Medusa. Unlike previous critical responses to Schmidt's work, this paper argues that (after Géricault) the artist's use of investigative "journalistic" methodologies for SIEV-X-On a Case of Intensified Refugee Politics do not generate an aesthetics of exposé but rather an aesthetics of "fictionalization." This aesthetic is defined by the recalibration of documentary and speculative data as a means to reconceive the landscape of the perceptual. The findings of this research demonstrate that the use of disparate fragments-or data-to visualize otherwise diminishing historical events underpins contemporary history painting's capacity for advancing a distinct economy of affect that circumvents the limitations of the news media and its "monopoly on reality."
to rescue" them while in the water, yet the Australian Government claimed that the Navy had not detected the ramshackle ferry or its shipwrecked remains. Survivors also asserted that they were forced onto the boat at gunpoint by 30 armed Indonesian police officers: during 2001 the Indonesian Government and Police had worked in collaboration with the Australian Government to "stop the boats" arriving at Christmas Island. In turn, speculation arose that the Australian Government had intentionally orchestrated the maritime tragedy in order to deter boats from coming to Australia. 1 In the face of these accusations, the Australian Government consistently evaded any suggestion of responsibility towards the fate of the refugees.
In its aftermath, many questions remained with regard to how history would record the maritime disaster. The Australian Government set limitations on what information would be released to the public. The names of the drowned refugees were suppressed and refused to family members, members of the Australian community, and artists who wished to produce a memorial for those who had drowned. 2 There was no publicly available photograph or rendering of the boat, even though claims that such material existed circulated in public discourse. What little was known about SIEV-X largely hinged on survivor accounts and the work of activists and journalists who sought to draw attention to the event. Counter-Memory, Heterochronia, and "History Painting" (After Géricault)
Dierk Schmidt's SIEV-X-On a Case of Intensified Refugee Politics
Veronica Tello years, would comprise a 19-part "history painting," in the form of an image cycle, which would attend to the various official and unofficial reports on SIEV-X. 4 A key influence on Schmidt's work on SIEV-X was Géricault's The Raft of the Medusa . As the artist explains, the nineteenth century artwork would come to deeply mediate his perspective of the event: [In October 2001] I came across an item in the weekly paper 'Jungle World' reporting on a boat accident that in terms of the way it was externally described bore a striking resemblance to the raft of Géricault. The dimensions of the boat corresponded almost exactly to those of the raft Géricault depicted, and the manner in which the people were forced onboard was also similar. It was shocking that this boat accident, despite its dimension, remained all but invisible in the media. The image that this cryptic newspaper produced described circumstances that seem [ed] C o u n t e r -M e m o r y , H e t e r o c h r o n i a , a n d " H i s t o r y P a i n t i n g " ( A f t e r G é r i c a u l t ) C o u n t e r -M e m o r y , H e t e r o c h r o n i a , a n d " H i s t o r y P a i n t i n g " ( A f t e r G é r i c a u l t )
Contemporaneity Schmidt's supposed commitment to an aesthetics of exposé was hinged, such critics argued, on his adaptation of Géricault's "investigative-like" methods. As Lars Bang Larsen argued:
In his publication, we see [Schmidt working] as an investigative reporter doggedly browsing archives, comparing sources and pursuing witnesses and experts through interviews and text production . . . the people he talks to and the facts he amasses, the texts he writes, the analyses he provides and the travels he undertakes-this is the work that must be done in order to get within reach of the real. 2). Such juxtapositions would certainly have influenced critics' perceptions that, after Géricault, Schmidt had adopted "investigatory" methods for his work on SIEV-X, and that, after Géricault, he could expose "the cover-ups and involvements of the Australian government." But Schmidt's research was far from being an exposé of any kind. Although barely acknowledge by critics, his attempts to contact the UNHRC and the Australian embassy produced no new information. 15 In fact, his attempts to gather more information with regard to SIEV-X were generally unsuccesful. Self-reflexive about the limited information that structure the public's knowledge of SIEV-X, the artist argued:
It was not my aim to achieve a "reconstruction" [of the sinking of the SIEV-X] in the sense of an illusionistic TV news image. Whereby it was remarkable that a boat accident of this dimensionrecorded as the one with the most deaths off the coast of Australia as far as the news media reaches back-didn't make it to a TV image.
16
While the rise of "history painting" in contemporary art may well be aligned with a resistance toward government control of information, it is important to emphasize that artists such as Schmidt do not intend to provide informational correctives to government misconduct. 17 Instead, drawing on the poetic and affective capacities of art and aesthetics, they evoke a far more ambiguous and elusive sense of what has been. In this light, Schmidt's work-which is, by the artist's own admission, based on limited, mostly Internetbased research and his own speculations about the events of SIEV-X-is not intended to generate an evidentiary or straightforward version of events. 18 Rather, it brings to the fore 14 Schmidt, "Introduction," in SIEV-X: On a Case of Intensified Refugee Politics, 5. Within the publication SIEV-X: On a case of intensified refugee politics, there are also numerous interviews with refugee activists such as Tony Kevin, Carolin Emcke and Paolo Cuttina. However, it's crucial to observe that these interviews took place during mid 2004, almost three years after the sinking of SIEV-X and the commencement of Schmidt's corresponding project, and a year after Schmidt's final painting for the image-cycle. As such these interviews were a means to elaborate on the project's concept, rather than a means for the artist to "gather information" for the image-cycle. and the Loss of Speech," 55. It is not quite true that SIEV-X "didn't make it to a TV image" because video reports of the survivors were documented and disseminated by the global news agencies BBC and CNN (of which the artists was well aware). Moreover, footage of the SIEV-X survivors and their families were broadly disseminated in Australia. Thus when Schmidt refers to the lack of television images for SIEV-X he is referring to the dearth of documentation related to the shipwreck, and the victims of this tragedy. C o u n t e r -M e m o r y , H e t e r o c h r o n i a , a n d " H i s t o r y P a i n t i n g " ( A f t e r G é r i c a u l t ) the contingencies of his imagery of SIEV-X, while exploring the possibilities of an ambiguous and thoroughly fragmented history.
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It was not the artist's intention to create an "illusionistic" or photographic-like image for an event marked by a lack of imagery and information. 20 Instead, he would thematize this "lack" by using black pond sheeting as the "ground" for Xenophobe-Shipwreck Scene ( fig.   1 ). 21 A difficult medium to paint on, it would take several coats before any image began to appear on this ground. 22 Sparsely painted white lines would appear wherever Schmidt could source witness statements and compare information (sourced from the Internet) in order to, for example, estimate the shape of the boat, or to draw outlines of Indonesian police officers carrying machine guns forcing refugees onto SIEV-X, as mentioned in survivor statements.
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Color would only be applied where photographic material could be located, such as portraits of some of the survivors that the artist sourced from a CNN and BBC online video report on SIEV-X. 24 But even these images are schematically painted in Xenophobe-Shipwreck Scene in a manner that emphasizes and exaggerates the pixelated, low-resolution, and mass distributed digital images from which the artist was working. 25 By all accounts, while attempting to contest the void of information that marked SIEV-X, Schmidt's image of this event was self-reflexively incomplete and marked by absences.
What is more, Schmidt's work is an explicit composite of multiple sources. In
Xenophobe-Shipwreck Scene, Schmidt combines and visualizes found data in order to create an otherwise unavailable image of SIEV-X: an image that photography itself could not produce and which bears critical differences to photography. Unlike photography, Schmidt's "history painting" condenses multiple temporalities that go, in the artist's words, "beyond the brushstrokes that structure the painting expose the seams that bind these sundry citations together.
Schmidt would intensify the aesthetics of fragmentation in On A Case of Intensified
Politics by juxtaposing numerous, and at times incongruous, citations throughout the image cycle ( fig. 2) 3 0 C o u n t e r -M e m o r y , H e t e r o c h r o n i a , a n d " H i s t o r y P a i n t i n g " ( A f t e r G é r i c a u l t )
Contemporaneity The aesthetics of heterochronia (fragmented shards of time) that underpin Schmidt's work is a condition of the era out of which the work emerges. Contemporaneity, argues Terry Smith, is marked by a disruption to beliefs in teleological time in the face of a range of antinomies: competing colonial and postcolonial discourses, narratives of modernity and counter-modernity, and narratives of globalization and counter-globalization. 33 The sense that we are living with "many times" rather than "a time" is further intensified through asynchronous, often traumatic, historical events that occupy screen media, manifesting an unprecedented consciousness of the past in the present. 34 characterized by a desire to animate and construct new ways of seeing news media fragments, and invokes a differential account of history.
For Foster, a key strategy of such contemporary artists is montage. The archival artist, he argues, creates "tendentious, even preposterous" connections between documents, building "a matrix of citations," so that something that would otherwise remain invisible or diminished becomes visible (and thinkable). 39 In turn, the contemporary "archival impulse"-the will to collect and re-contextualize data in the digital era-is not only a form of countermemory, it is also a mode To this extent, we may say that Schmidt's work reflects modes of paranoia consistent with the artist as archivist, but he also advances another related strategy: fictionalization. As Jacques Rancière has argued, fictionalizing "does not mean telling stories, it means constructing another sense of reality, another set of connections between spaces and times, between words and visual forms, spoken word and written words, between a here and an C o u n t e r -M e m o r y , H e t e r o c h r o n i a , a n d " H i s t o r y P a i n t i n g " ( A f t e r G é r i c a u l t )
Contemporaneity 42 Rancière, "What Makes Images Unacceptable?" Here, "reality" means the language of politicians, and the images distributed by the mass media-as such, its recalibration or "fictionalization" is contingent on the re-assemblage of such images and texts. V e r o n i c a T e l l o In this light, the work of Dierk Schmidt, which emerges some two hundred years after Géricault, must be seen as a vital turning point in discussions of the relevance of "history painting" to contemporary art. The conditions of government censorship and control of information today, alongside the circulation of alternative modes of information through the Internet, have given rise to a particular dialectic. Whereas the mass media and governments may repress or ignore contested historical narratives, the digital era is marked by resilient curiosity and a desire to counter and intervene in dominant visual and knowledge regimes. It does so, however, through fragmented images that reveal their contingency and limitations, and that embrace their schematic aberrations. At the same time, history, as the work of Schmidt reveals, cannot be delimited to a singular event, a climactic and definitive moment, but is rather susceptible to a process of flows. Contemporaneity, after all, is marked by 43 Peter Weiss, Die Äestheik des Widerstands, (Frankfurt, Main: Suhrkamp, 1983 ), 426 and 483; quoted in Schmidt, SIEV-X -On a case of intensified refugee politics, np.
44 I say mythology because as Thomas Crow argues, by the time the image was shown, the Government had punished those involved with the crime of the Medusa and reform was already under way: "the scandal [as propagated by Savigny and Corrérad] had done its work: the captain had been disgraced, the governor and minister removed." With this in mind, Géricault had hoped that his image, which symbolised government reformation, would attract the state's purchase. While to Géricault's disappointment this never manifested, "contrary to legend", argues Crow, the painting was highly ranked within the Salon's competition and granted a medal. Crow, "Classicism in Crisis: Gros to Delacroix," C o u n t e r -M e m o r y , H e t e r o c h r o n i a , a n d " H i s t o r y P a i n t i n g " ( A f t e r G é r i c a u l t )
Contemporaneity heterochronia, by the sense that we live with "many times" (and engage with diverse visual cultures). This is why, as Schmidt's work suggests, contemporary modes of "history painting" may best be formulated as a series of fragments that overlap, clash and loop into each other, reflecting the relentless unfolding of past, present, and future temporalities and forms of knowledge that mark our current era. But the aesthetics of heterochronia in Schmidt's work bears another, crucial effect, too. It presents an innovative mode of counter-memory.
More than just a means to contest eroded histories, counter-memory conjures multiple, dialogical temporalities and visual cultures which refuse a singular perspective of the past and open up the possibility of fictions-unexpected connections between disparate citationsas a means to contest any monopoly on reality.
